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Symphonies and operas by the Wrocław composer Agata 
Zubel in the context of genre traditions 
 
Around the issue of genre 
 
In his text entitled The Concept of Genre: In General and in Music Eero Tarasti 
claimed!that! In!music! the!concept!of!genre! is!probably!more!complicated!
than!in!all!the!others!arts![]!it!seems!an!impossible!task!to!try!and!put!all!
definitions of musical genres!into!one!theoretical!model.1 
Looking at the issue of genre in music from historical perspective, one has 
to notice that since the 19th century, as the importance of individual, distinc-
tive works of art has increased, the significance of genre in West European 
artistic music has continuously declined. As Carl Dahlhaus mentions in his 
book Zur Problematik der musikalischen Gattungen im 19. Jahrhundert, in 
Romanticism the hierarchical relations between a genre and an individual 
work of art were reversed.2 In another book entitled Esthetics of Music the 
same!author!writes!that!in!older,!functional!music,!a!work!was!primarily!an!
example!of!a!genre![],!requiring!listeners!to!connect!the!work!with!the!type!
in!order! to!understand! it.! In!his!opinion! in! the!19th!century! every!genre!
fades to an abstract generalization, derived from individual structures after 
they have accumulated, and finally in the 20th century, individual structures 
submit!only!under!duress! to!being!allocated!to!any!genre.3 Following the 
transformations of genres in the 20th century, we notice that the culmination 
of the change coincides with the time of the musical avant-garde in the se-
cond half of the 20th century. Hermann Danuser claims that modernism and 
the period of the avant-garde!were!times!when!the!the!disintegration!of!gen-
res4 occurred. He also notices that in postmodernism the artists typically 
make references to the category of genre and they also tend to prefer mixed 
genres and hybrid forms.  
                                                                                 
1 Eero!Tarasti,!The!Concept!of!Genre:!In!General!and!in!Music,!in:!Music: Function and Value, 
vol. 1, ed. Tereza Malecka, Ma gorzata!Paw owska,!Akademia!Muzyczna!w!Krakowie,!Kraków!
2013, p. 34. 
2 Cf. Carl!Dahlhaus,!Zur!Problematik!der!musikalischen!Gattungen!im!19.!Jahrhundert,!in:!Wulf!
Arlt, Ernst Lichtenhan, Hans Oesch, Max Haas (ed.), Gattungen der Musik in Einzeldarstellungen: 
Gedenkschrift Leo Schrade, Francke Verlag, Bern and Munich 1973. Quoted after: Tarasti (see 
note 1), p. 39. 
3 Carl Dahlhaus, Esthetics of Music, transl. by William W. Austin, Cambridge University Press, 
Cambridge 1982, p. 15. 
4 Hermann Danuser, Die Musik des 20. Jahrhunderts, Laaber Verlag, Laaber 1984, p. 400.  
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Looking at the issue of genre from theoretical perspective, one has to pay 
attention to several problems. A genre is a sign by which a composer com-
municates something to a listener. The choice of the genre and its recognition 
are the foundations of musical communication. This problem is raised by, 
among others, Eero Tarasti, who discusses the role of genre in social com-
munication.5 It should be emphasized that the genre is a powerful code that 
connects the composer with the listener.6 Sometimes this communication is 
disrupted or broken, as is the case with art works which go beyond genre 
conventions or contradict them (anti-genres, synthetic genres). This is what 
happens when the genre does not conform to the artistic conventions of the 
period in which the composer works or to its aesthetic and technical princi-
ples. In such a situation we can talk about genre transgression and the phe-
nomenon might be observed in the works of the Polish composer Agata 
Zubel.  
 
Agata Zubel and the 1970s generation 
 
Agata Zubel belongs to the generation of the 1970s. The composers born in 
that decade had to define their place between three types of postmodernism, 
such as: surconventionalism (postmodernism in its ironic variant), new 
romanticism (postmodernism in its retrospective variant) and the continua-
tion of modernism (neo-sonorism). As Jan Topolski claims many of them 
[these composers  translators note] move between categories and some-
times even change them radically.7 They all represent synthetic attitude 
directed at making a wide use of both traditional and avant-garde experi-
ences, but each of them aims to develop their own stylistic idiom.8  
Agata Zubel (b. 1978) is one of the most highly regarded composers and 
most outstanding vocalists of the younger generation.9 Her musical career 
has been connected with Wroc!aw since the very beginning. She graduated 
                                                                                 
5 Tarasti (see note 1), pp. 40-42. 
6 According to the modern theory of genre genre is a system of expectations, the task of which 
is to create expectations in listeners and activate their memories and images about texts. Thus, 
the modern theory of genre still has the composer and the listener as its central elements. 
Tarasti (see note 1), p. 53. 
7 Jan Topolski, Postmodernizm i co dalej? Pokolenie lat 70., in: Quarta 2013, no. 5 (20), p. 2. 
8 Cf. Maciej Jab!o"ski, Sacrum Profanum 2012; sercem, uchem, szkiełkiem i okiem, [online], avail-
able at: http://www.dwutygodnik.com/artykul/3948-sacrum-profanum-2012-sercem-uchem-
szkielkiem-i-okiem.html, accessed: 3 December 2016. 
9 Her creative path has been described, among others, by Aleksandra Mas!owska and Max Nyf-
feler. Aleksandra Mas!owska, Wizytówka Agaty Zubel, in: Meakultura, [online], available at: 
http://meakultura.pl/publikacje/wizytowka-agaty-zubel-747, accessed: 31 May 2015, Max 
Nyffeler, Im Bewusstsein der Freiheit. Die nächste Generation von Komponisten aus Polen, in: 
Neue Zeitschrift für Musik, 2009, no. 6, p. 30. 
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in percussion from a secondary music school there and then studied compo-
sition and solo singing at the Wroc!aw Academy of Music.10 She deepened 
her knowledge at the Hogeschool Enschede Conservatory in Netherlands 
and during numerous courses. She is the winner of many composition and 
interpretation competitions. Her works have been performed by outstand-
ing bands and soloists at prestigious festivals in Poland and abroad. Zubel 
performed as a vocalist on many stages in Europe, both Americas and Asia. 
Together with the composer and pianist Cezary Duchnowski, they form a duo 
called ElettroVoce. Zubel has received many awards, the most prestigious of 
which was the first prize at the 60th UNESCO International Rostrum of Com-
posers in Prague for the composition Not I in 2013. Her works are published 
by the Polish Music Publishing House (PWM) and recorded on CDs (e.g. the 
album Cascando, which was awarded the Fryderyk, or the monographic CD 
Not I).  
Zubels oeuvre includes almost 50 works of various character. Among 
them there is a group of vocal-and-instrumental works composed for the 
instrument that she knows best, that is her own voice. The composer uses 
poetic texts by Samuel Beckett (Cascando, What is the Word, Not I), Wis!awa 
Szymborska (Urodziny [Birthday], Labirynt [Labirynth]), Czes!aw Mi!osz 
(Aforyzmy na Miłosza [Aphorisms on Mi!osz], Piosenka o końcu świata [A 
song on the end of the world]) and Natasza Goerke (Opowidania [Stories]). 
Another group consist of music created with the use of the computer (e.g. 
Not I, Between, Oresteja [Oresteia], Kwartet smyczkowy nr 1 [String Quartet 
No. 1], Parlando), and the third one includes works composed for traditional 
instruments (e.g. In for orchestra, three symphonies, Concerto grosso for 
recorder, baroque violin, harpsichord and two choirs, Violin Concerto, Per-
cussion Store for percussion ensemble and orchestra, nad Pieśniami [Of the 
songs] for voice, cello, choir and orchestra).  
The composer demonstrates sonoristic thinking. Her works are attractive 
in terms of the sound aspect. Apart from timbre her style is defined by 
rhythm and expression.11 She does not limit herself to using just one compo-
sition technique. She experiments constantly and her explorations concern 
mainly vocal articulation, expression and the sphere of musical genres, 
which she interprets in an individual way.  
 
Genre transformations 
 
According to some German musicologists (e.g. Hans H. Eggebrecht), two gen-
res are particularly deeply ingrained in European professional music: the 
symphony, which is the highest manifestation of absolute music, and the 
                                                                                 
10 She studied with Jan Wichrowski (composition) and Danuta Paziuk-Zipser (singing). 
11 Cf. Mas owska!(see!note!9). 
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opera  the greatest achievement of Italian vocal art.12 Both genres are 
employed by Agata Zubel and they are the subject of this discussion.  
The symphony has always been a favoured genre. It was attributed, espe-
cially in Romanticism, with an important role in a composers oeuvre as the 
fact of having composed a symphony confirmed their creative maturity and 
thus elevated them. In the 20th century the genre lost some of its signifi-
cance, it was, however, still employed by many outstanding composers. 
Zubel used it three times: in 2002 she composed Symphony No. 1 for orches-
tra, in 2005 Symphony No. 2 for 77 performers, and in 2010 Symphony No. 3 
for double trumpet and symphony orchestra. The starting point for the dis-
cussion of these works are the composers own statements. Bearing in mind 
the deep evolution that the symphony has undergone, Agata Zubel departs 
from the four-movement cycle in her works. She says: it is important for me 
to break from what has been imposed on us []. Rather, I try to go back to 
the original definition of a symphony and open my imagination in this direc-
tion.13 In another interview she adds: when I am beginning to compose a 
symphony, I try to get to its origins, to the starting point of what a symphony 
is []. I am interested in the symphony as a manifestation of symphonism, 
beyond history []. It is not a continuation of this forms development, but 
my musical deliberations on the subject of symphonism as such.14 The com-
poser understands the term symphony, similarly to ancient Greeks, as har-
mony and concord of sound.15  
Symp hony N o.  1  for orchestra is a graduation work created at the com-
pletion of composition studies. It has some features of a concerto for 
orchestra. A lot is going on in the groups because [in this symphony] I was 
exploring the relations between individual groups of instruments  says 
Agata Zubel.16  
The composer explored the relations between the instruments of the 
orchestra and their combination possibilities in even greater depth in her 
next symphony, which was commissioned by the broadcasting company 
Deutsche Welle. Symphony N o.  2  was composed for 77 performers. The 
work is oriented around cooperation of musicians in groups and around 
space effects. That is why the composer has divided the orchestra into eight 
instrumental groups, as follows:  
  
                                                                                 
12 Cf. Tarasti (see note 1), p. 44. 
13 Ewa Szczeci!ska, In the beginning, there was rhythm and colour. A conversation with Agata 
Zubel, in: Quarta 2010, no. 3 (10), p. 2. 
14 Agnieszka Lewandowska-K"kol, Dźwięki, szepty, zgrzyty. Wywiady z kompozytorami, Fronda, 
Warszawa 2012, p. 283. 
15 Agata Zubel interviewed by Anna Granat-Janki, Wroc!aw, 1 July 2015. 
16 Lewandowska-K"kol (see note 14), p. 283. 
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Example 1: Settings of the orchestra 
 
 
The groups have been positioned around the audience. The composer was 
encouraged to use this space arrangement by the fact that the work was 
planned to be performed in a huge concert hall  Beethoven Halle in Bonn 
during Beethoven Festival. The composition belongs to the tradition of topo-
phonic music which makes use of space as one of the dimensions of a musical 
work. It brings to mind Karlheinz Stockhausens and Iannis Xenakis experi-
ments. The sounds reach the listeners from various directions, they circle 
around them. The sound impulses increase or decrease depending on the 
combination of instruments. In the programme note the composer wrote: 
the work is a kind of musical object which unravels not only in time but also 
in the space of the concert hall. [] The symbolic number of 77 performers 
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(including the conductor) is a justified excuse for the creation (in imitation 
of ancient beliefs) of a mystical and in a way cosmic space [].17  
Symphony No. 2 is a one-movement piece in which a few phases can be 
identified. It has a closed arch form (the ending refers back to the opening). 
The structure of the symphony is derived from its principal idea, that is a 
complementary play of various timbres. Zubels work is characterized by a 
rich diversity of timbre which she achieves by means of different, sometimes 
very sophisticated sound production methods on all the instruments. With 
string instruments she uses such techniques as playing on the bridge, playing 
between the bridge and the tailpiece, glissando of flageolets etc. The array of 
sonoristic effects produced on wind instruments includes: blowing without 
producing a sound, playing a sound with a lot of air, striking the key buttons 
of the instrument, speaking to the instrument, playing on the mouthpiece 
and producing multiphonics. The harp and piano effects include: rubbing the 
strings with a rubber (inside the sound board in the case of the piano) in 
order to produce overtones, plucking the strings with a plectrum and muf-
fling the piano strings. The composer achieves diversity of sound by means 
of flageolets, glissando and vibrato. The broadened spectrum of articulation 
effects has its extension in the widening of traditional sound material to 
include microtones and rustling non-pitched percussion sounds.  
The sequence of various sound types, combined with articulation, 
dynamic and space effects, shapes the narrative of the composition which 
should be associated with development, progress and dramaturgy. The for-
mal structure of the composition consists of five internally varied phases. At 
the beginning of the first phase there are rustles, whistles and tapping 
sounds (the result of speaking to the instrument, striking the key buttons and 
blowing without producing a sound). They are joined by low string sounds 
and aggressive brass instruments and then the passage first gets blurred in 
string glissandos in order to reach culmination at the end of the phase. The 
second phase starts with solo passages of the violin and brass instruments 
(sound repetitions), and then other instruments gradually join in. As a result 
larger and larger ensembles are formed and finally the whole orchestra 
emerges. A characteristic feature of this phase is dialogue in which pitches 
and timbres change place and reach the listener from various directions. The 
third phase consists of an extended culmination with an emphasized role of 
percussion which makes this fragment particularly dynamic and lively. 
 
  
                                                                                 
17 Agata Zubel, programme note to Symphony no. 2, in: Programme book of the International Con-
temporary Music Festival ‘Warsaw Autumn’, Warszawa 2006, p. 149. 
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Example 2: A. Zubel, Symphony No. 2, the third phase, culmination  
  
 In the fourth phase the movement slows down (meno mosso) and sharp 
harmonies appear in various instrumental groups. The fifth phase opens 
with flickering figures played on keyboard and bar instruments followed by 
aleatoric fragments with punctualistic texture and then a fragment reserved 
for soloists (with a special role of the violin). In the final part the music falls 
into dormancy, anaemic sounds circulate chaotically and finally (just as in 
the beginning) rustles and whistles enter again.  
Symphony No. 2 is an exceptionally spectacular work with a feast of tim-
bres, virtuosity and sensual pleasure emanating from it. 
Agata Zubels next symphonic experience is her Symp hony N o.  3  for 
solo trumpet and orchestra. Although the composition is entitled Symphony 
it has some elements of a concerto  there is a solo instrument which co-
operates and sometimes competes with the orchestra. According to the com-
poser it is a kind of symphony concertante.18 It is intended for microtone 
                                                                                 
18 It refers to a newly formed (20th-century) genre of instrumental music which combines the 
features of a solo concerto and a symphony. The orchestra here is counterpointed by only one 
soloist. According to Anna Nowak the genre is genetically closest to a dramatic concert because 
of the role of the orchestra which increases so much in the course of the work that in some 
fragments the balance between the two sound planes is upset. The soloist assumes the function 
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trumpet and was composed for the brilliant Dutch trumpeter Marco Blauwa 
when Zubel was a scholarship holder of the Rockefeller Foundation.  
In this symphony the composer sticks to the traditional arrangement of 
instruments in the score. She uses double woodwind instruments, three 
trumpets, four French horns, three trombones, tuba, extended percussion 
(five groups of instruments played by five percussionists) and string quintet. 
She has also singled out the double trumpet as a solo instrument.  
In the symphony in question, just as in the previous ones, the form-creat-
ing role is played by timbre and rhythm. The composer nuances the timbre 
by introducing, apart from traditional ones, also more modern ways of pro-
ducing sound, for example in wind instruments: a noise of air only, a noise 
with minimal showing of a pitch, a sound mixed with a lot of air, tongue piz-
zicato (slap), striking the key buttons and valves, playing while inhaling, and 
in trumpet solo: smacking of lips, tremolando between two bells and frullato, 
and a gradual change between the bells. The performers are also asked to 
produce multiphonics.  
The symphony consists of one movement which is internally contrasted 
thanks to the use of various types of sound, texture, timbre and expression. 
They are the elements that shape the narrative of the work. The symphony 
begins with a canon19 between groups of instruments. The canon is based on 
timbres and rhythms rather than pitches. It is initiated by percussion instru-
ments which are then joined by woodwind and brass instruments and finally 
by strings. The intensity and volume of the sound increases, especially in the 
rhythmically homogeneous orchestral tutti which extends over a long frag-
ment that is in fact a culmination of the first phase. The soloist emerges in 
the next phase. The double trumpet plays virtuoso fragments and presents a 
wide range of contrasting sounds (e.g. microtones, multiphonics) produced 
in very sophisticated ways (see Example 3). 
After a virtuoso cadenza the solo instrument engages in a dialogue with 
the orchestra. In the next phase individual instruments (flute, clarinets, per-
cussion instruments) are singled out from the orchestra and play together 
with the trumpet solo. The next formal section has punctualistic texture, it is 
static and its sound aura is created by noises and cracks produced by means 
of diverse modern performance techniques. In the subsequent phase Zubel 
changes the timbre of the solo trumpet with the use of a mute. The next cul-
mination, consisting of thick harmonies which are shifted by means of glis-
sandos, is followed by the final phase. All the instruments of the orchestra 
 
                                                                                 
of primus Inter pares, which gives him priority but at the same time deprives him of his domi-
nance. Eadem, Współczesny koncert polski, Akademia Muzyczna w Bydgoszczy, Bydgoszcz 1997. 
19 It is worth noticing how Zubel understands the term polyphony. For her it is the density or 
multiplicity, or diversity of voices and timbres. Ewa Szczeci!ska, Jan Topolski, Agata Zubel  
wywiad, in: Glissando 2005, no. 3, pp. 104-107. 
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Example 3: A. Zubel, Symphony No. 3, virtuoso fragments of trumpet 
 
 
 
participate in this phase and its sound gradually decreases to a complete 
silence.  
Each of the symphonies discussed here has a different structure which 
does not evoke associations with the genre it represents. This is, however, 
the composers deliberate decision as she wants to activate the memory and 
imagination of the listener. Her main aim is the search for the source and 
essence of the genre. She is not against tradition, but rather against tradi-
tional associations. She does not treat the form of the symphony as a closed 
continuum constricted by tradition (forma formata) but as a multi-layered 
process of coming into being (forma formans).  
The second genre undertaken by Zubel which I wish to discuss is th e 
opera . After the Second World War it became a field for numerous genre, 
aesthetic, philosophical, sound and perceptive experiments. According to 
Aneta Derkowska this situation was caused by »the fatigue« of the sound 
material, its incompatibility with the need to express new ideas as well as the 
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loss of narrative integrity and gradual disintegration of dramatic form.20 
Composers started to introduce various experiments, for example they no 
longer used traditional components of the opera such as recitatives, arias 
and choruses. Inspired by forms used in instrumental music, they tried vari-
ous permutations of the opera, forcing the listener to broaden their percep-
tual capabilities. The opera started to absorb the elements of other genres, 
such as a ballet or an oratorio. Hybrid genres were also developed, which 
gave a refreshing touch to the opera genre. A popular type of a hybrid genre 
was an opera-ballet or a cross between the opera and spoken drama.  
Agata Zubel employed the opera genre twice: in 2008 she composed the 
opera-ballet Between and in 2011  the drama-opera Oresteja [Oresteia] 
based on Aeschylus tragedy. Both are attempts at revitalizing the genre.  
Between was commissioned by the Grand Theatre  National Opera in 
Warsaw and premiered therein in 2010 as part of the Territories series.21 It 
was directed by Maja Kleczewska. Between, a mini opera for voice, electron-
ics and dancers, is a cross between opera, dance and dramatic theatre. It has 
no libretto, plot or action and its content is abstract. It is an inner monologue 
of an alienated woman. She uses language which expresses her emotional 
state but is unintelligible to other people.22 The monologue is performed as 
a vocalise by Agata Zubel, a vocalist and composer in one person. The solo 
part that she sings contains words, or rather sounds, syllables and pho-
nemes, which have a purely timbral and expressive function. Zubels aim has 
been to bring out what is hidden behind the words: There is a whole emo-
tional and physical dimension hidden behind the words and that is what I 
wanted to get to.23 As the composer says: Speech and verbal communication 
are not the only form of communication between people. Many things take 
place between the words: we laugh and shout; there is a whole rich sphere 
of life which is generated by non-verbal communication []. This is what I 
wanted to touch.24  
The opera has five movements. The music consists of amplified female 
voice and an electroacoustic layer (partly invariant  a tape, and partly 
                                                                                 
20 Aneta Derkowska, Opera polska drugiej po!owy XX wieku. Hybrydy gatunkowe, in: Meakul-
tura [online], available at: http://meakultura.pl/drukarka/662, accessed: 3 Juin 2016. 
21 The experimental Territory series presents opera and ballet works which are almost non-
existent in Polish 20th- and 21st-century theatres  these are modern, sophisticated, contempo-
rary works which sometimes evoke extreme emotional states.  
22 In psychology such phenomenon is called Aspergers syndrome. Cf. the statement by the 
director Maja Kleczewska, in: Dorota Mieszek, Pomi"dzy, in: Czas kultury, [online], available 
at: http://www.czaskultury.pl/e/index.php?mod=txt&k=czytanka&id=121, accessed: 15 July 
2015. 
23 The statement of Agata Zubel on the webpage, [online], available at: http://cul-
ture.pl/pl/wydarzenie/sudden-rain-i-between, accessed: 12 December 2015. 
24 Szczeci#ska, In the beginning (see note 13), p. 3. 
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changing, transformed live  the so called live electronics). The music is com-
bined with movement  the element performed by dancers. Agata Zubels 
singing is a form of direct expression.25 Apart from singing the composer 
uses a wide range of vocal effects, such as: laughter, croak, whisper, howl, 
mumble, scream or murmur. She juxtaposes the quasi-words that she sings 
with electronic sounds and with her own recorded and electronically trans-
formed voice. Worth noticing is the range of interpretative markings used by 
the composer, such as hushed, anxiously, resignedly, blankly, coyly. They refer 
not only to expression, but also to timbre, the emotion of the voice and the 
manner of singing.  
 
Example 4: A. Zubel, Between, the fragment of the composition  
 
 
Zubels opera should be construed in an emotional way.26 It forces the lis-
teners to sharpen their senses, to read what is contained between sounds 
and gestures.27 Between defies almost all established patterns related to the 
genre: instead of the orchestra there is music from the tape, stage scenery is 
replaced with a video shown at the back of the stage and the vocalist (the 
only element of the opera that has been preserved!) sings unintelligible 
words in an imaginary language, accompanied by a few dancers. Between is, 
                                                                                 
25 Ewa Szczeci!ska, Polska opera współczesna, [online], available at: http://www.dwutygod-
nik.com/artykul/939-polska-opera-wspolczesna.html, accessed: 12 September 2015. 
26 Agat !Zubel!interviewed!by!Anna!Granat-Janki (see note 15). 
27 Cf.!Szczeci"ska,!Polska opera współczesna (see note 25). 
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as the title suggest, a cross-genre which leaves place for creative imagination 
of the producer. It has been aptly described by Tomasz Cyz: This is some-
thing between a composer and performer, a performer and director, a direc-
tor and composer, between them and the audience, between the audience 
and28  
The second of Zubels operas  Oresteia – is also an example of a hybrid 
genre. It combines the features of the opera and spoken drama. This drama-
opera was also commissioned by the Grand Theatre  National Opera in War-
saw and premiered therein in 2012 as part of the Territories series. As in 
the case of the previous work the performance was directed by Maja Kle-
czewska.  
This time Zubel has undertaken an ancient topic. Aeschylus tragedy con-
cerns the tragic curse that was put on the House of Atreus. It resulted in 
numerous crimes that befell subsequent generations. The central event of 
the tragedy is the murder of Agamemnon and Orestes revenge. In the last 
part of the trilogy a court with gods acting as the jury puts an end to the 
revenge and crimes.  
In the performance directed by Kleczewska the ancient family drama has 
been transferred to modern times so that the audience can watch a family of 
today.29 As the director claims: these problems come back [] myths are like 
a pattern which people have repeated for thousands of years.30  
Oresteia is an experiment and an attempt at combining two genres: opera 
and drama. It is performed by musicians: solo vocalists, choir, instrumental-
ists, and by actors who represent the art of spoken word. The choir sings 
classical fragments, the remaining characters speak modern texts. Most of 
the dialogues are spoken, accompanied only at times.31  
In Oresteia Zubel has made reference to genre and thematic archetypes 
trying to invest them with universal value. Thanks to the confrontation of 
various arts, the opera as the art of message has become the area of reflec-
tion.  
Agata Zubels operas and symphonies testify to the composers search for 
a form that could free her imagination of restricting patterns. They also 
express the need for genre modernization, for adapting genres to the times 
                                                                                 
28 Tomasz Cyz, Zubellissima. Pomi!dzy d"wi!kiem a muzyk#, in: Programme note to Sudden 
Rain by Aleksander Nowak and Between by Agata Zubel, Teatr Wielki-Opera Narodowa, Wars-
zawa 2010, p. 12. 
29 On our modern Orestejas see Krzysztof Pawlak, O sm!tnym losie tego domu, in: Programme 
note to Oresteja, Teatr Wielki-Opera Narodowa, Warszawa 2012, pp. 13-21. 
30 Maja Kleczewskas statement on the webpage, [online], available at: http://cul-
ture.pl/pl/wydarzenie/dramatoopera-oresteja-do-muzyki-agaty-zubel, accessed: 20 Septem-
ber 2016. 
31 Cf. Agata Zubels statement in Quarta. Agnieszka Malaty$ska-Stankiewicz, I put an equals sign 
between a piece of paper and a violin [an interview with Agata Zubel], in: Quarta 2012, no. 6 
(13), p. 9. 
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in which we live.32 The inter-genre syntheses have led to the development of 
new qualities, thanks to which the genres have acquired attractive and 
dynamic character. The syncretic combination of musical, verbal and visual 
performance in the opera (in accordance with the idea of correspondence of 
arts) and the synthesis of instrumental genres in symphonies are the result 
of modern creative process which is, however, pervaded with the awareness 
of tradition.33 Drawing on the past Agata Zubel creates music which is in 
keeping with the spirit of the times and at the same time marked with indi-
vidualism.  
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